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PROGRAM 
"The Moldau," (Vltava) from Ma Vlast (1874) 
Julian Wachner, conductor 
Dance Suite for Orchestra (1923) 
Moderato 
Allegro molto 
Allegro vivace 
Molto tranquillo 
Commodo; Finale: Allegro 
David Arrivee, conductor 
-Intermission-
Symphony No. 15 in A major, Op. 141 (1971) 
Allegretto 
Adagio 
Allegretto 
Adagio 
David Hoose, conductor 
Bedrich Smeta 
(1824-1 · 
Bela Bart6k 
(1881-1945) 
Dmitri Shostakovich 
(1906-1975) 
PROGRAM NOTES 
The link between music and nationalism reaches its zenith in the musical output of 
the 19th century. Beginning with the 18th Century's Age of Enlightenment, the 
international style of music pioneered by Handel and perfected by Mozart began in 
the 19th century to give way to a national, regional-specific sound . This relationship 
between music and country continued into the 20th century with the emergence of 
Stravinsky, Bart6k and Copland, among others. The works on tonight's program share 
several common characteristics: all were written as statements of a specific national 
musical style (or in Smetana's case, a musical evocation of a region). All draw upon 
their country's individual style of music, whether indigenous (as with folk music), or a 
synthesis of conservatory-produced and primary music. Finally, &each of these three 
men: Bedrich Smetana of Bohemia, Bela Bart6k of Hungary and Dmitri Shostakovich 
of the Soviet Union, were compelled, for differing but similarly profound impulses, to 
~e voice to their singular connection with homeland. 
\ !though the compositional styles of Smetana, Bart6k and Shostakovich sound quite 
-.,stinctive from one another, these pieces also share some common musical traits. 
Each composer makes similar use of orchestration by highlighting and showcasing 
different instruments in the orchestral fabric. Each piece implies a program either 
overtly or indirectly, including Shostakovich's Symphony No. 15, which he claimed was 
his first "absolute" symphony in 18 years. Finally, each of these pieces, as do their 
composers, epitomize a national, regional, and temporal style; each suggests not only a 
place of origin but a particular time in history. 
During the years 1874-1879, Bedrich Smetana worked on a series of symphonic 
poems titled Ma Vlast (My Country). The most famous of these, No. 2, The Moldau 
(Vltava), written in late November-early December of 1874, musically represents the 
river Moldau, which flows through the countryside near Smetana's childhood home in 
Bohemia. Smetana's family were patriotic people who loved the Czech language and 
culture, and were determined to preserve their national heritage and their native 
tongue in the face of systematic oppression from Austria; because of that country's 
deliberate attempts to destroy Czech as a living language, Smetana himself learned 
only German in school and spoke no Czech until adulthood, when he took it upon 
himself to learn his true "native" tongue. He felt it his mission as a composer to find 
and develop the Czech voice in music; this goal became the defining factor of his 
compositional style and the driving spirit behind his creative impulses. 
At the beginning of 1874, Smetana developed an illness which eventually cost him his 
hearing. He wrote the six symphonic poems of Ma Vlast in silence, having lost all 
ability to hear by October, 1874. While Smetana did not himself ascribe overtly 
nationalistic sentiments to this composition, it is clearly a response to his own feelings 
about the rising movement of Czech nationalism, long stifled by the ruling Habsburgs 
' Austria and later by the leaders of the Austro-Hungarian Empire. 
[he structure of The Moldau is a loose rondo, although the main theme (Vltava) 
does not return at precise intervals. Smetana specified eight distinct sections in the 
score, each clearly discernible to the ear: 
1) Two springs (one warm, one cold) which form the source of the Vltava (two flutes), 
and the river itself (full orchestra, river theme first in E minor, then E major). 
2) The forest and hunting (horn calls). 
3) Peasant wedding (dance rhythms) . 
4) Moonlight-Dance of the Nymphs (soft flute theme in thirds; slow statement in strings) . 
5) Vltava returns (full orchestra-E minor). 
6) St. Johns Rapids (full orchestra). 
7) The Vltava in broad stream (full orchestra) . 
8) The Vltava salutes Vy~ehrad (the old citadel) and flows on into the Elbe (full orchestra) . 
The exact source of the folk-like melody Smetana used for The Moldau is unknown. 
No record of this melody exists in Erben's collection of Czech national folk songs, 
.which Smetana owned and consulted when composing with folk melodies. Perhaps 
Smetana simply committed what has been called "folk forgery" by writing an original 
melody of his own . Some suggest this melody is adapted from the same folk song from 
which the Israeli national anthem Hatikvah is derived; there is an aural resemblance 
between the two melodies . The truth of the matter, however, remains a mystery. 
The systematic oppression of Czech language and culture which profoundly affecten___.., 
Smetana's compositional philosophy has a close parallel to Bart6k's life as a 
Hungarian also living under the crushing thumb of the Austro-Hungarian empire. 
Early in his adult life, after the 1904 premiere of his symphonic poem Kossuth, Bart6k 
wrote his mother: "Everyone, on reaching maturity, has to set himself a goal, and must 
direct all his work and actions towards this . For my own part, all my life, in every 
sphere, always and in every way, I shall have one objective: the good of Hungary and of 
the Hungarian nation." He set about the creation of this "new'' (i.e., not Romantic or 
German-influenced) Hungarian music by compiling and cataloguing the folk music 
from various regions of Hungary. Through his travels collecting folk music, he met 
Zoltan Kodaly; their shared passion for the indigenous music of their homeland (and 
for Bart6k, the folk music of Rumania, Slovakia, Transylvania and melodies of Arabic 
countries as well) led to a life-long friendship between the two men. 
The Dance Suite for Orchestra was composed in 1923 at the request of the Bolshevik 
Hungarian government to commemorate the fiftieth anniversary of the unification of 
the towns Buda and Pest. Bart6k, Kodaly, and Dohnanyi (who conducted the premiere 
performance) were asked to write pieces for the occasion. The Dance Suite was a 
pivotal work for Bart6k; it marked a transition from his mainly folk-music-influenced 
works, such as the Allegro Barbaro for piano and the Four Orchestral Pieces, to the 
"world-music" -influenced pieces of his later style (Concerto for Orchestra, 
Mikrokosmos, etc.). Stravinksy's influence on Bart6k is particularly noticeable in this 
piece, especially with regard to the irregular staccato rhythmic patterns and the overtly 
regional flavor of the music. 
Structurally, the Suite employs the five-part symmetrical structure so characteristic 
of Bart6k's later works. The movements, while independent in disposition from one 
another, are linked by the use of a short melody (Bart6k refers to it in the score as a 
ritornello) which acts as a bridge between the fast sections . Each melody is based on ar, 
intervallic pattern : the first movement uses seconds (a typical Arabic stylistic trait), th 
second (Magyar) is derived from major and minor thirds; the third melody (also 
Magyar) centers around seconds, thirds and fourths; the fourth, which like the second 
has a distinctly Arabic flavor, conforms to no specific interval pattern, and the fifth, 
which Bart6k termed "primitive" (some sources claim this melody derives from 
Rumanian folk culture), incorporates all the preceding melodies into the grand finale. 
Much argument has been generated regarding Bart6k's use of these folk styles, with 
many critics deriding him for "inventing" the melodies rather than incorporating them 
in their '!pure" form. While it is true that Bart6k did not incorporate actual folk 
melodies into the Dance Suite, (instead writing his own conception of these styles), the 
flavor of thes·e melodies is directly related to his extensive study of folk music. He 
himself grouped the Suite "in the category of compositions inspired by folklore, works 
which 'even if they do not utilize folk-songs specifically ... do reflect the spirit of peasant 
music even in their most minute details.' " 
The Dance Suite marked another turning point for Bart6k: the beginning of his 
positive reception with audiences at home. In previous years, the young forward-
looking composer was out of step with the listening preferences of the musical public; 
in addition, his music up until the end of W.W. I. was heard only in Hungary and 
neighboring countries. Hungarian audiences simply did not know what to make of this 
strange new music which combined folk melodies with the pentatonic and whole-tone 
scales of Debussy and the formal structures of Strauss. However, by the 1920's, 
audiences had had more opportunity to get used to the mixture of styles Bart6k 
utilized . His positive reception by audiences outside Hungary also contributed to the ___., 
improvement of his reception at home. 
• • * • • • • • • 
While both Smetana and Bart6k could give enthusiastic, albeit cautious, voice to 
their nationalistic feelings, Shostakovich's situation demanded pretense and 
dissembling. Having made the decision to remain in newly-formed Soviet Russia, 
Shostakovich had to tread the Communist Party's aesthetic tightrope with extreme 
care. It is a source of much debate even today whether or not he was a sincere believer 
in the ideologies of the Soviet government, or whether he was a closet dissident, 
revealing his true feelings about life under Communism only in the superbly crafted 
statements of his music. 
The Fifteenth Symphony was written in 1971, when Shostakovich was sixty-five and at 
the end of his long and tempestuous career. He may have also begun to face thoughts 
of his own mortality. The music reflects this state of mind in a disturbing manner, all 
the more disturbing because it is clothed in the ingenuous guise of the story of a man's 
life. The obvious outer program of this so-called "absolute" symphony chronicles a the 
ruminations of a man's life, beginning with childhood memories. The composer's son 
Maxim described his father's concept of the first movement as representing a toy store 
at night. The music corroborates this subtext, especially at the outset with its humorous 
quotation from Rossini's William Tell Overture; one can almost see troops of tin 
soldiers riding their tin horses furiously around the floor of the darkened shop. 
However, the music doesn't stop with this straightforward scenario. Instead, the horses 
increase their pace, the soldiers regroup and reform again and again. Suddenly the 
music ceases to be either light-hearted or amusing; it grates on the nerves and pushes 
one's ability to listen past the point of tolerance. Clearly Shostakovich is saying more to 
us than a purely straightforward subtext would admit. 
The second movement Adagio provides a sharp contrast to the frenetic activity of 
the opening Allegretto. We hear rhythmic patterns recalling Chopin's Funeral March 
from the B-flat Minor Piano Concerto. A solo trombone passage which alternates with 
tired-sounding flutes and strings adds to the despondent feeling. Even when the 
tempo picks up and the full orchestra reworks the trombone's music, the heaviness of 
the Adagio is only magnified, not lifted. The singular use of solo percussion 
instruments foreshadows their return in the fourth movement, when they play a series 
of insistent rhythms that suggest the inexorable tread of Death's footsteps . 
The third movement does nothing to alter our growing conviction that Shostakovich 
is in fact writing a death scene. This movement suggests an old man, wearied by life, 
running desperately away from the reality he knows awaits him. Maxim Shostakovich 
reportedly stated that the insistent and recurring use of the solo percussion 
instruments, especially the temple blocks, represented the sounds of medical 
machines in hospitals which keep terminal patients alive. Anyone with an ounce of 
strength left would apply it to distancing himself from that macabre clicking and 
hissing; this music conveys the desperation experienced by a person facing death yet 
denying its inevitability. 
The closing Adagio reveals the final showdown. The fox has been cornered by the 
hounds, and has no strength left to resist them further. More frightening than a violent 
~ ,it is simply completely drained of energy. The man has given up, but there is no 
nm, siisser Tod" feeling about this music. He has not resigned himself to death; 
he simply has no more energy or will left with which to fight it. The whole movement, 
especially the eerie sections of percussion wheezing and banging away, feels enervated 
and spent. The quote of Wagner's "Fate" motive from the Ring cycle seems 
superfluous; we don't need a reminder that the deciding moments of Shostakovich's 
fate are at hand . The Symphony closes with the sounds of the percussion machines 
ticking away the final moments of the man dying in his state hospital room. 
This last symphony of Shostakovich's is deeply disturbing, both to hear and to 
contemplate. The idea that such exquisite craftsmanship can co-exist side by side with 
a total lack of will counters our fundamental concepts about the creation of music. We 
tend to think of creativity as linked with genesis, with energy, with life. And so it is. In 
all realms, from the biological to the artistic, the essential nature .of the creative process 
is that it creates; that is, it gives life to something which did not have life before. 
Shostakovich, however, managed to subvert the creative process by producing despair 
and deadness wrapped in nonetheless flawless craftsmanship. The irony which infuses 
all of Shostakovich's music is clearly at work in this piece; the words of the doomed 
Scottish king in Shakespeare's Macbeth could provide an appropriate subtext or 
epilogue for this 15th Symphony: 
"Out, out, brief candle! 
Life's but a walking shadow, a poor player 
That struts and frets his hour upon the stage 
And then is heard no more. It is a tale 
Told by an idiot, full of sound and fury, 
Signifying nothing." 
Macbeth, V, v 
- Elizabeth Schwartz 
MEET THE ARTIST 
David Hoose is Conductor of the Boston University Symphony Orchestra 
and is chair of the Conducting Department at Boston University. He is in his 
thirteenth year as Music Director of the Cantata Singers and Ensemble, his 
third as Music Director of Collage New Music, and his second as Music Director 
of the Tallahassee Symphony Orchestra. Mr. Hoose has appeared as guest 
conductor of the Saint Louis Symphony Orchestra, the Utah Symphony, 
Korean Broadcasting System Symphony Orchestra (KBS), Boston Symphony 
Chamber Players, Orchestra Regionale Toscana, Handel & Haydn Society, 
and the June Opera Festival of New Jersey. He has also conducted the 
Emmanuel Chamber Orchestra, Pro Arte Chamber Orchestra (Boston), Ann 
Arbor Symphony Orchestra, Chorus Pro Musica (Boston), Back Bay Chorale ....____, 
(Boston), American-Soviet Festival Orchestra, Cayuga Chamber Orchestra 
and the New Hampshire Festival Orchestra. His recordings appear on 
Nonesuch, New World, Delos, CRI and GunMar labels. As a horn player, Mr. 
Hoose served as principal horn of the New Hampshire Symphony, Portland 
Symphony, Boston Musica Viva, and Handel & Haydn Society, and performed 
with the Boston Symphony Orchestra, Boston Pops and Smithsonian Chamber 
Players. For ten years, he was a member of the Naumburg Award-winning 
Emmanuel Wind Quintet. 
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UPCOMING EVENTS 
The Muir String Quartet 
with Mitchell Lurie, clarinet 
The Tsai Performance Center 
685 Commonwealth Avenue 
String Deparbnent Concert 
Roman Totenberg & Bayla Keyes, co-chairs 
SF A Concert Hall 
855 Commonwealth Avenue 
An Evening of Song 
Steven McDonald, director 
SFA Concert Hall 
855 Commonwealth Avenue 
Collaborative Piano Department Concert 
Thomas Stumpf, chair 
SF A Concert Hall 
855 Commonwealth Avenue 
Boston University Symphonic Chorus 
and Orchestra 
with Robert Shaw, guest conductor 
All Beethoven program 
The Tsai Performance Center 
685 Comonwealth Ave. 
Call 617-237-2277 for ticket information 
Faculty Recital 
Andres Diaz Trio 
The Tsai Performance Center 
685 Commonwealth Avenue 
Boston University Percussion Ensemble 
Thomas Gauger, director 
SPA Concert Hall 
855 Commonwealth Avenue 
For further information, please call 353-TSAI or 353-3349 . 
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